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THE ORIGINAL FORM OF 
THE ROMAN SATURA. 



The name satnra, which has given eo much trouble to scholars, 
should to all appearance be compared with feminines formed 
from adjectives, such as noma, a fault, dira, a curse, and others 
of the same kind. The meaning seems to be a medleg. Varro 
quoted by Diomedes (3. p. 486, Keil) says, ' Satura est uva pasaa 
et polenta et nuclei piui ex mnlao eonBparsi :' and Feat. p. 314, 
' Satura et cibi genus ex variis rebus conditum est et lex multis' 
aliis le^bns confecta. Itaque in sanctione legum adscribitui; 
" neve per saturam abrogate aut derogato." ' How the word first 
came to be applied to a form of literature is not ascertainable. 
It may be that its use in this connection was metaphorical ; it 
may be that satwa (i. e. satura ferula) was from the first the 
term for a dramatic performance or a story which was a medley 
of scenes or incidents. When Juvenal speaks of ' nostri farrago 
libeili ' he is doubtless alluding to the then accepted explanation 
of satura as an olla podrida or dish of various ingredients ; but it 
must be remembered that all our Latin authorities on this matter 
speak at a time when the word haa become fixed in its literary 
sense of a medley of metres, or of prose and verse. It is probable, 
however, that the word satura was familiar to the Bomans long 
before the existence of the literary composition so named, and 
before those who used it had many metres to mingle. The 
Roman scholars who treat of the name were partly too tamiliar 
with it, partly too careless in their etymological researches, to 
give its real origin a thorough examination, 
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4 The original form of 

Ad attempt will be made in the following pag^s to defiue 
eomewhat more precisely than has hitherto been done what was 
the original form of the satura, and to trace the course of that 
development which, under the pressure of various circumstances, 
brought it to the shape which it assumed in the hands of 
Juvenal, and in which it is most ^miliar to us. 

Livy 7. a. 4, in describing the origin of dramatic performances 
at Rome, says, ' Sine carmine nllo, sine imitandorum canninum 
actu ludiones ez Etrnria acciti, ad tibiciuis modos saltantes, baud 
indecoros motue more Tusco dabant. Imitari deinde eos inventus 
simul inconditia inter se versibus coepere : nee absoni a voce 
motus erant. Accepta itaque rea saepiueque usurpando excitata. 
Vemaculis artificibus, quia i»teT Tusco verbo ludio vocabatur, 
nomen histnonibus inditum, qui non, sicut ante, Fesceanino 
versu similem incompositum temere ac tudem altemis iaciebant, 
sed inpletas modis s aturas descripto iam ad tibicinem canta 
motuque congruenti peragebant. Livius post aliijuot annos, qui 
ab saturie ausus est primus argumento fabulam serere,' &c. 

The passage is confused and difficult : but it seema fair to infer 
from it that Livy meant by the word tatura a simple scene 
without a plot, acted at first without, but afterwards (under 
EtroBcan infiuence) with, a regular musical accompaniment and 
corresponding gestures. Livy contrasts minrae modis inpletae or 
saiurae regularly finished with a musical setting to the irregular 
dialogue in verse, resemhhng the Fescennine, which existed 
before. Of the words saturae modis inpledte, the most important 
are apparently modii inpleiae. There is nothing to prevent us 
from supposing that Livy would have applied the word satura to 
the previously existing irregular dialogue. A musical and 
rhythmical setting was first given to this dialogue on the 
introduction of the Etruscan art. 

It follows with more certainty from the words of Livy that 
the performance to which he gives the name of satura never 
developed into a play with a regular plot. Livius Andronieus, 
he says, was the first artist who gave up saiurae, and under 
Greek influence introduced a regular play — argumeiito fabulam 
lerere ausus est. In other words, the Greek play, with its 
various scenes united by the thread of a single story, drove the 
satura from the stage. 
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the Roman Satura. 5 

The &ir inference from the whole passage seems to be twofold. 
First, that a taiura differed from a play mainly in having no 
plot. Secondly, that the mtura had in it an element of dialt^ae. 
This fact seems to follow by implication both from Liyy's 
positive statements about the taiura and from his omitting to 
mention the dialogue of Livius' plays as in any way a new factor 
in the development of the theatrical art. The new element is 
not the dialogue, but the plot. 

To this view it may be objected that there is no proof of the 
mde performance which Livy calls tatvra eiandiag in any real 
relation to the satura of literature, claimed by Horace ^ and 
Qnintilian as an unquestionably Italian production. If however 
it can be shewn, as I think it can, that the tatura of literature 
bears features of strong resemblance to the gatura mentioned by 
Livy, much will be done towards removing this objection. And, 
before going further, we may observe that Livy evidently uses 
the word tatura as implying a form of art perfectly well known 
to his readers, and not in any way needing to be distingaished 
from the Mtemty -tatura with which of course they were perfectly 
famihar, ^/ 

Let us assume then that the satura existed in old times in 
Italy as a rude form of dramatic art similar to, though not 
identical with, the Fescenoine verses. When wa are enabled to 
take up the thread of its continuous history we find it driven 
from the stage and become a form of literature proper. We have 
no record of the proce^ by which the stage was gradually occu- 
pied by the Atellana, the ntimne, and the exodium: but there 
seems to be no doubt that by the time of Enniua ^ the satura bad 
come to be cultivated exclusively as a branch of literature, a 
literary luxury, it may almost be said, capable of a tone some- 
what more serious than would have been suited for the stage and 
the general public. The satura of Ennius was, in form, a mix- 
ture or medley of metrical pieces in which the element of 
dialc^e was in all probability present. Little enough remains 

' 'GraedB int&cU canninu.' Quintil. lo. i. gj: 'Satura qoidem tota nostra 

* Hoiace'a w(«da (8. i. lo. 66), 'quam nidls etGnecii iutaoti oarminli amifor,' 
implj (hat in bis opinion Enniiu waa (he Gnrt writer wlto attwipted the literaiy 
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of Ennius' productions in this line; but we may be sure that, 
like all his other works, bis saturae were strongly tinged by 
Greet influence. It is difficult to suppose that the dialogue or 
contest between Life and Death mentioned by Quintilian (9, 2. 
36) in the same breath with the fable of Prodicus about Virtue 
and Vice was not a copy of some Greek model ; perhaps we 
may note here a touch of the popular Gre^k philosophy or 
reflection which, as we shall see, is so obvius in the later mtv/ra. 
Another interesting notice of the mtura of Ennius is preserved by 
Gellius (a- 29), who tells us that Ennius worked the fable of the 
tufted lark and its young ones, with great skill and grace, into a 
saiura. This may remind us of the way in which Horace uses 
"the fable of the town and country mouse, and again euggeata a 
trace of connection with Greek literature. For Ennius, in 
versifying a fable of Aesop, may possibly have translated some 
Greek metrical version of the story, such as Socrates is said to 
have amused himself with making in the long hours of his 
imprisonment. 

The writings of Pacuvius in this department being entirely 
lost, it is necessary to pass on to the great change in the form 
and character of the satura introduced by Lueilius. In his hands 
the vatura did not lose its character as a brief narrative or 
picture of life with an element of dialogue. So much is clear 
if only from the remains of the third book, from which Horace 
copied the Journey from Rome to Brundisium ; from the scene 
in the fonrth book between Aeseminus and Pacideiauus; the 
rustic supper in the fifth book, and the convivial scenes of the 
fourteenth and twentieth. The dialogue of Lueilius seems partly 
to have assumed the form of an address to a friend or enemy (as 
in books 3, 5> 26, 30}; partly to have been carried on between 
the characters in the satura itself (as in the twenty-eighth book); 
partly to have taken the more formal shape (of which Juvenal is 
eo fond) of an address by the poet to his readers. Like the 
satura of Ennius, too, that of Lueilius had its points of contact 
with Greek philosophy ^, whether sceptical or reflective : witness 

' LoclaQtJua 6. 14. 3: 'Lucilii, apud quein diBBerenB NeptiinuB de re difficillinift 
o^tendit non poue id explicari, " nee ai Cameoden ipsum Orou^ remittat- 
Compfire t^o }6. fragm. jg, 'lutraJiun' (so Milller) ' ezactorem Albannm et 
fulguritorom urborum' (of Jupiter) : 17. 35, 'neBois, ubi Graed, ubi nnnc Soonrtioi 
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the beginning of the first book and the mention of Lacilius' 
contemporary Cameades. Thrae are points of resemblance be- 
tween the satuTa of Lncilius and that of Ennius ; but they are 
nnimportant, and have been to a great extent forgotten, in 
comparison with the points of difference. Lucilius was the first 
writer who impressed on the satura that character of invective 
which it to a great extent preserved in the hands of HoracCj 
Persins, Juvenal, and others (e. g. Albucius ^J, and which appar- 
ently in the view of a large section of the Roman literary public 
became essential to it. Personal the aatura always is, it is 
always eerious : bat in the hands of Lucilius and those who 
imitated him it underwent a new Greek infloence, that of the 
old Attic comedy, and became the instrument not only of 
personal reflection or advice or expostulation, but of personal - 
attack. The movement is significant of a change in the spirit 
of the satirist and in that of his age. It was not only that the 
»ai/nra of Ennius may have seemed to Lucilius^ cumbrous, 
grotesque, wanting in dignity; it may also have appeared at 
once too general and too cold in its contents to suit the con- 
cluding years of the seventh century of tlie city. Ennius wrote 
at a time when the Romans, after their newly won triumph over 
Carthage, could content themselves with merely enjoying and 
reproducing the literature of Greece, and applying its forms to 
the decoration of their own achievements. Before the time of 
the Gracchi there is little trace in Roman literature of the deep 
feeling of corruption in the governing classes which meets us 
from the time of Lucilius to the end of the republic. But 
in the hands of Lucilius the saittra becomes the scourge of 

cfaiirti r aS. i (as restored by Miinni), 

'Hoc cum feoeris, 
Com ceterig reus una tradetur Lupo. 
(^A) Non aderit. (B) ipxati hominam et atdix'''") ^mul 
Frivnbit. {A) Igni cum et aqua interdixsrit, 
Duo hnbet oroixfra ; ndfiietit. (it) Fosteiioribua 
OTOtxfioi; si id nudnerit, privabit (amen.' 
The line l6. 71, 'dn aatem hoc vident, bona semper petere wqtientem putant.' baa 
tbe ring of the sohools ; bo Inc. loi, 'noiidum etiam, qui haea omnia babebit, 
Formoeua, dives, liber, rex aalus ferotor!' (The references are to HUller'a edition.) 
>- 'Cuius Ludliano obaractere sunt libelli' (Varro, L. L. 3. t. 17); oee.Teuffel, 
Gewb. d. Rom. litt. i 189, i. 

* ' Non rid«t Teniha Enni gravitate mindrea t' 
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incapacity in high places; he is the chronicler of the real Rome of 
his time, painting with all sincerity like a shipwrecked sailor on 
his votive board (as Horace says) the picture of his own life and 
that of his conntrymen. The Rome > of LuciliaB is a city in 
which the pleasures of money^tting and the banquet and the 
brothel are drawing away men's minds from honest living and 
pnbltc spirit and that manly virtue, which, teaching the due 
limits of desire and the real value of material prosperity, bids 
men pnt their country first, their parents second, and their 
friends last. All men have but one profusion — to deceive, to 
flatter, to pretend, every man's hand against every man, and 
reputation depending upon wealth and love of display. Turning 
to political life', Lucilius sees the nobiles sinning unpunished 
and heating off all attacks by their mere nobility. In war* 
Roman armies are defeated through the sheer ignorance of their 
commanders — a MancinuBj a Maniltus, a Popilins Laeoas. Roman 

' 1. 16 : 'Infunein Titfim tnrpemque odiue popinam.' 
4- 3 : 'O Pubti, O gu^eti, GaUoni : ea hofuo miser, inqult; 

CenaaU in vita nuuqu&m bane, cum omnia In {sta 

OoDsnmtg aqnilla a^^e acmpeimre cum in decum&no.' 
lb. 5 : ' Oeoldont, Lupe, Baperdae ta et inra idlnri. 

6 : Qaod anmptntn atqiie epulaa victa proeponia honeato.' 
£. 39: 'Virita larconea, comedonee, vivite ventrea.' 
lb. 33 : ' Nam ^ qaod satia est bomini id aatia esae poteaset. 

Hoc aat eiat; nunc outn hoc non eat, qnl credimn' poiro 

DiTitiu nllaa animam mi eiplere potesset' 
6. 3 : ' Neqnitia oocnpat boa, petulontia prodigitaaque.' 
30. t^: ' Qnem aumptom bcis in InntriB, circura oppida Imtnuuit' 
Inc. 4 : ' Nanc Teto a mane ad noctem, fsato atque profesto, 

Toto itidsm paritarqne die populnaque patreeque 

Iactai« indu &xn ae omoea, decedaie nnaqnam : 

TTni >e a^ne ridem atadio omiwt dsdei« et tuti : 

Terba dare ut caate pos^t, pugnare doloae ; 

Blaoditia certare, bonnm aimulsre virum ae ; 

Inndiaa &cet«, at n boatea aint omnibug omnee.' 
lb. 5: 'AnTum atqae ambltio tpecimm virtutie Tirique «t: 

Quantom habeaa. tantum ipse lies tontdque babearii.' 
' fi. > : 'Fecoare inpone rati sant 

pM*e; et nobilitata bcul propellete iniquoa.' 
ComtMralheaerieaofpenonalattaoka, 11. 10, II, 13, 13. 

1 1. 4 : ' Praetor naaler ad hoc qnam apurcna ait ore,' etc. 
14, 15 : 'Pnblia' Pavn' Tuditanua mlhi quaestor Hibers 

In tem fait : Imnfiigns, nsbulo, id genoi aaae,' 
'1.30: 'Et meroede merent legionea . . . 

Utuin' tamen fiu^ «( mnroi aaTaN potiaslnt.' 
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soldiers serve a whole life-time in Spain ; Viriathus, a barbarian 
Hannibal, conquers tbem in war. In the dumb sense of a 
coming; change the salura becomes more personal, and grapples 
more -closely than before .with life and public affitirs. The 
practical and political stamp which almost all Roman writing 
bore from the time of the Gracchi to that of Augustas is now 
for the first time clearly manifest. 

Estimating the literary value of what remains to us of the 
satire of Lucilius, Munro says', 'As for the author himself, 
I must confess that a continuous perusal of his remains 
has ended in much disappointment. True it is that most 
of the fragments are quite insignificant, single lines or 
pieces of lines, quoted to illustrate some unusual word. But 
my disappointment extends equally to the longer and more 
ambitious pieces, such for instance as that on Virtue preserved 
to us by Lactantius; the ideas are commonplace, the language 
often unpoetical, the rhythm loose and di^ointed ; there is not 
the slightest trace of the graceful touch of Horace or the 
powerful pathos of Juvenal. In style generally how infinitely 
does he fall below the consummate elegance and finish of 
Terence, who was before him too in timel Then what a 
disgusting fondness he displays for coarseness and obscenity, 
descending often to downright bestiality I How Quintilian can 
speak of him as he does, adding that some even then placed bim 
at the head of all Latin poets, is to me incomprehensible; 
I should say even Horace's estimate of him was too high, raised 
designedly not to excite the ill-will of his contemporaries : for 



3. 11: 'EoBtiliui Contrft 

Peetem peniiitiei>u|ue oaUi qnam et Mania* nobis.' 
13.1: 'Aut forte omniao ao fortana vincere bello. 

Si forte ac temere onmino, quid raraiim ad honoremT' 
15.12: 'dum miles Hibera 

Terra seice [so Miiller] tneret ter aei, aetate quaal, annig.' 
tS'4y 'At Bomuiiu popnlus victus yi snperatuB proaliiB 

Saepest multis, bello v«n> nimquam, quo sunt omnia.' 
lb, 46 : ' Contra fiagitiiim newdre, bello vind a barbaro 

Viriato Hannibale' [w rightlj Munro, following the MSS.]. 
lb. 47 : ' Fercrepa pugnam Fopili, facta Corneli cane.' 
' Jotimal of Philology, vol. vii. no. 14. With regard to tbe age of Lncilius, 
LDoian Miiller argnea with mach plauaibili^ that the date of his birth comioonlj 
accepted fi^om Jerome it some thirty years too late. 
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Imcilins, as Cicero will attest, imqaestioiiabl^ had a brilliant 
reputation,' 

This critioiem can hardly be called too severe, considering 
the character of oar remaining fragments : yet it is pos- 
sible perhaps even from them to divine wbj Lucilius was 
Bo popular. Fastidious' and sensitive as to his own reputation 
(possibly the more so from bad health), Lucilius was clearly 
conscious of having something new and true to tell hie country- 
men. He felt that he had the originality of nature which 
justified his following a path different from that of the general 
public. He caanot^, he says, be persuaded to change his ways 
for those of the common Romans of his day ; though a Roman 
eqv,ei, he will not become a publicaniis; the tithes do not suit 
him ; being, as he is, Lucilius, he will not be another. The 
world he sees around him is a world of avarice and pleasure- 
seeking and ambition ; but he is a true man who loves his 
friend, a true poet who loves the Muses ^; his papers are his 
friends to whom he commits all his secrets*; his verse, like 
himself, shall be sincere and simple ^, not full of the artiEcial 
bombast of the tragedians", but the poetry of real life, which 
though deserving the praise of the wise shall yet not speak 

' I. a : 'Quia leget liaec)' 
iG. 5 : ' Eyikditt Baltem nliquid aliqaa quod coaatUB Bam.' 
14.5,6: 'Nan pnuda loBlle n upientibua enM probatnin 

ij tamr y<itina<n mmupeiiUrtKrw ivAaVuvV 
5. 3: 'Si tnm corpuB loco Tslidum mc regioDS meocet 

Scripturia quam vera meat Bent«utia cordi.' 
' a6. 13: 'Mihi qujdem aon psTBUadetur publicis mutem men.' 
lb. 14: 'Pnblicanus vero ut Adae fiam icripturariua 

Pro Lncillo, Id ego nolo, et uno hoc Don mato omnia.' 
rb. 15 : ' Deniqne adeo male me accipiunt decumae et proveniunt male.' 
lb. 14: 'Ego u qui Bum at qua follicula nunc sum indutua nan queo,' 

* 30. a : ' Quantum haurire animuB HuBsrum ec fontibu' gestiL' 
17. 10: 'Animom quaerunt amici, rem pnradti ao dltjaa.' 

' Ille velut fidia atcana sadalibua olim 
Credebat libris. neque ei mala cesaerat nmqaam 
Dacnrrans alio, neque a bene.' 
' 16 : ' Ec&iQ versam. Ego quem ec pniecardiU 
Popnlum auGupamur iitiB cum Bcriptoribua. 
Valuimns capere animum illomm.' 

* 4. 10 : ' Titji e pulmonibua atque adipe uoguen 

Exooctom attulit Emuenidum fumctlBgima Erinya. 
Compare 16. 31. 
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exclusively to the learned, but go straight to the heart of the 
intelligent claaees of Borne and Italy. It is the aspirations and 
discontents of these classes that Lucilius feels and expresses. 
He does not write up to the taste of the select few^, or down to 
that of the rabble, hut aims at hitting the mean of cultivated 
good sense. If in the hands of Ennius the satura had worn the 
first stiShesB of the artificial drama, here at length was a poet 
who could clothe the dry bones with life, and make the national 
litorature speak with a new voice. Lucilius is the child of his 
time, who yet calls on his countrymen to return to the traditions 
of a better age ; in this sense as well as in his freedom of speech 
a sort of parallel to Aristophanes. There is something in his 
remains, despite their crudity and want of form, of the ring of 
Gaius Gracchus. Thus it happened that in his life-time he 
outstripped his predecessors in popularity^, and remained for 
long after the favourite of readers who preferred free utterance 
and genuine republican feeling to ideality and classical form. 
Those who preferred Lucilius to Horace are mentioned by 
Tacitus ^ in the same breath with those who preferred Lucretius 
to Vergil. 

The great reputation of Lucilius has made it necessary to 
examine his claims to it at greater length than the limits of 
the subject would strictly justify. Fortune has probably been 
unjust to him, nor is it easy to find in his fragments that 
refinement of form (if this be the meaning of granlitas, Gellius 
6. 14) which the ancients praised. But whatever may have 
been his real excellencies, it is clear that in altering the charac- 
ter and compass of the mtura he also narrowed it. Not only did 
he confine his metre for the most part to the hexameter, thereby 
limiting the freedom of form which was a main characteristic 
of the old tatitra, but he did much to make invective an integral 

' 'Perduin non euro It^ra, lulinm CoQgum volo." See CJc. Fin. 1, 5 8 : "Nee 
vera, ut noeter Lucilioa, recnsabo qaominus oomes mea legaut. Utjnura esset ills 
Ferniu I Scipio veto et Rutiliua multo etiiun magie ; quonun ille iudidiua refiw- 
miduis. Tttreatinia ait aa A ConseDtinia et KcnlU scribeK. Fiicete ia quidem, 
Edcut alids ; Bed neque tarn docti tniic er&nt, ad qnorum iadicium elaboraret, et 
Btiiit illiuB Bcripta leviora, ut urbanitas samma apparent, doctrina mediocris.' 

* 3°' 3> 4 - ' ^' SOB peiciperet letro rellicta iacere 

Et aola in mallu nitnc nostia poeosta fbrri.' 

' Diatu^Qi 15. 
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part of its contents. If we read between the lines of Horace's 
criticism of Lucilius^ we ehall see, I think, that Horace takes 
exception quite as strongly to his limitation of the field of the 
tatura as to the slovenly character of his versification. Taking 
very much the tone of Aristotle', when, in his remarks on 
the origin of comedy, he says that in the Margites Homer 
indicated the lines on which comedy should be composed, ou 
■^6yav, dXAa to ytKoiov bpaitaTOTioi'qtras, Horace complains that 
Lncilius is entirely the child of the old comedy; Ainc omnit 
pendet: his inspiration is drawn from that of Enpolis and 
Cratinus and Aristophanes, the metre alone is changed. But 
if Hermogenes and the singers of Catullus had read these 
comedians, they would have seen that the strength of the old 
comedy lay in its mastery of wit and ridicule, not in vehemence, 
still less in slovenliness and uniformity. The eatirist'e true 
virtue is not to be monotonous or cumbrous, but versatile, now 
grave, now gay, now appearing as the orator or the poet, now as 
the man of the world, with all his strength in reserve. A true 
pictnre of the satura as it should have been; for Horace was too 
fastidious to think that any one (certainly not LucilinsJ had 
attained to this ideal. It is as if Horace had said, ' Lucilius 
depends entirely on the old comedy, and yet all of it that he has 
really seized is the force of its invective. He has not canght the 
ring of its langht«r, its wit, its play of feature and emotion : 
only if the Roman sattM-a can do this will it be worthy of being 
named by the side of its model.' 

In what sense the attempts of Yarro of Atax \ and the other 
writers whom Horace leaves unnamed, served to form a transition 
ftY>m Lucilins to Horace we cannot say. It is somewhat strange 
that, deeply as Horace evidently felt the shortcomings of Lucilius, 
he never disputes with him on the subject of metre, but appar- 
ently accepts the hexameter as the normal measure of the satwra. 
Perhaps from this prejudice, perhaps from the absence in it of all 
pretensions to poetry, he never mentions the Metiippesn satires of 

' S. 1. 4, I. lo. ' Poet. 4. 

' Hot. a r. 10. 46 fcU. : 

' Hoc ent, experto &ii«hn Yurone Atsdno 
Atqae qnibDidam aliis m^us quod aciibere poeaem, 
InreDtora minor.' 
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Terentiua Varro; which, bad they rarvived, vould probably (to 
judge by the remainiog fragmentB) have been a more precious relic 
than the long invectives of Lucilius. It is unnecessary to enter 
here into the details of Varro's charming pictures of contemporary 
life in Rome, or of the various points of social, pioral, religious, 
philosophical, or literary interest^, on which they touched; all 
that need here be pointed out is the satura of Varro was, as 
Quintilian remarks^, the old and genuine mtnra. It was a 
medley, not of different metres only, but of prose and verse. 
Its spirit is also that of the true satura. The speaker does not 
preach at or abuse, but describes and reflects upon the life of 
his contemporaries, and that with a mellow and genial wisdom. 
Like the fool in the tragedy, he stands at the centre of things, 
professing to see through imposture, to read things as they are, 
to expose the vanity of human wishes and the weakness or 
hj^ocrisy of human pretensions : above all things he is a plain 
speaker who will tell the world the truth to its face. In this 
spirit the Eoman satirist and the cynic philosopher are very 
much at one. Varro is made by Cicero to say that he did not 
translate but imitated Menippns; which probably means that he 
adopted the form of the satura as the best embodiment of the 
ideas of Menippns *. 

Varro's was essentially a quiet genius, and it is partly, perhaps, 
due to this fact that in spite of the genuinely Roman flavour 
which they shared with all that he wrote, the Menippean satires 
never won their way into general popularity, or enabled the 
old-fashioned medley of metres, or of prose and verse, to reassert 
itself as the recognised form of the satura. Again, if we may 

' A Jmrigiaei (vcp) Artpinmr ^iatan), 'Aii/ior lurittii (vtp! i^iXapyviiiot), irtptmi' 
wOKa (wifl ytPt$\iaK^t), Bimareat (a dUlogne between V«to, hie second aelf, and 
ManinB), CapHnam Prodiam ivtpl ^Boi^t), Cyenat (wffl to^), DttricU (in/J 
tfHXoyiiKSia), 'EKaTS/iBtj ('(fi SviTiSn), Endymiona (on dreaming), Eamenidei (a 
plulaeophioal dinner), ^jw at (jtpi r^i), Gloria (wtpi <pt6rov), Aa. 

' lo. I. 93 : ' Altenun illud etiam priiu satuiae genus, sed non sola cannimuu 
Tarietate miitum condidit Terentiua Varro .... PlurimoB hie libnig et doctis- 
diDox composuil.' The text of this pawsge baa been macti diacoEBed, but the 
general sense U pretty plain. It leenu pooible that pHui ma; be a mete gloss 
explaining fUad. 

' da. Acad. Poet. I, } S : 'Menippum imitati, non inlerpretati.' It Is interest- 
ing to cranpare tjie tone of the Roman lafura with that of the echoes of Menippiw 
prewirred bjr Luctan. 
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trust Cicero ' and the fragments of the IVfenippean satires them- 
selves, it is evident that Varro adopted a graver, more cultured, 
more philosophical, and less personal tone than Lucilins. He 
cares more for the sketch than for his own signature at the foot 
of it, and appeals to a public that can read between the lines. 
Possibly also the cumbrousness which is never absent from the 
graver works of Varro may have haunted him here also, and 
prevented his satires from being read outside of a email circle of 
^ students. 

' The satire of Horace was evidently, both in matter and in 
form, intended as a protest against that of Lucilius. Horace 
indeed retains the hexameter ; but in spite of its apparent 
freedom, his versification is always, within the limits which he 
has laid down for himself, finished and perfect; it is not the 
writing of a man wbo dashes off his two hundred verses in the 
hour. It is more important to observe that the satire of Horace 
lacks, to a great extent, the element of invective. It is true 
that there is much talk about himself and his detractors, but 
this is always, professedly at least, in self-defence : hie stilus 
Mud petet uUro Quemquam animantem^. He follows Lucilius, he 
says, bnt with this exception. And it appears on examination 
that, putting aside the uniformity of its metre, the satura or 
lermo of Horace is very much the old-fashioned medley. He 
addresses the public on its own life, sometimes directly, some- 
times in the form of a scene or a dialogue. It m4y be observed 
that the form of dialogue is preserved chiefly in his second book, 
where we find it in the second, third, fourth, fifth, and seventh 
satires. In the first book the fifth, seventh, eighth, and ninth 
are true satwrae; the first, second, and third are ethical dis- 
courses ; the fourth, sixth, and tenth pieces of self-justification, 
personal or literary. In the second book Horace appears to have 
worked himself more thoroughly than in the first into the form 
and manner of the satura ; there is nothing there which is not 
either a scene or a conversation ; there is no mere direct moral 
address to the people, but each piece, like a philosophical 
dialogue, has a setting of its own. ' 

It seems at first sight strange that Horace, whose genius was 

> Cio. I. c, : * Multa admirta ez intima philosophia, miilba dicta dialectice.' 
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so admirably adapted for the kind of writing which the aalura 
best represented, should so soon have given up the form of the 
satitra for that of the epistle. I would suggest, that having 
deliberately abandoned the old-fashioned medley of prose and 
verge as an anachronism, and having elected to follow Lucilius 
in uniformity of metre and in the choice of the hexameter, he 
found that the dialogue, an essential element in the true satura, 
could not be carried on with success in this measure. XThe form 
of the epistle, supposed to be addressed to one person, and not 
necessarily involving dialogue or dramatization, was better fitted 
for the kind of discourse which Horace loves to pour out than 
that of the mtura, which was supposed to be addressed to the 
general public and involved more or less of dramatic form.' 
That Horace was a true prophet is clearly shewn by the failure 
of Persius, who in his devotiwi to Horace has chosen to imitate 
the dialogue of the second book of the satires, and succeeded in 
producing a form of writing which for crndeness and obscurity 
can hardly be exceeded, and which goes far to make the reader 
forget his real power. 

The older form oi satura, the mixture of metre with metre and 
prose with verse, had a brilliant revival in the hands of Fetronins, 
the power, pathos, and wit of whose pictures have not only 
rescued from discredit and oblivion a form of literature of which 
we should otherwise have remained nearly ignorant, but have 
given the world an unique idea of the capacity of the ancient 
Italian genius. Nothing is a greater proof of the genius of 
Petronius than the entire freedom of his style from the manner- 
isms of his age. While literature in general was growing more 
and more corrupted by the artificial tinge with which the schools 
of the rhetoricians were colouring it, Petronius writes with 
perfect purity and dramatic propriety ; his characters standing 
out and speaking to us with all the vividness of real life, while 
the writer himself remains in the background and lets the play 
tell its own story. Who can forget Giton or Trimalchio or 
£nmolpus ? How different this from the stifiF personifications of 
Persius; how far reinoved from the hexameter satura as it 
reached its full development in the hands of Juvenal, under 
whose treatment -Versification and contents alike are cramped 
and confined.' Even the hexameter of Juvenal is not the free 
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measure of Horace, but the formal epic verse as stereotyped by 
Vergil, and handled without any of Vergil's various power. 
, ?he language of Juvenal, again, is an artificial dialect which 
no one, outside of a lecture-room, could ever have spoken ; his 
style is full of inversion, innuendo, and unnatural periphrasis. 
Powerful as he undoubtedly is, be knows little of the spirit of 
poetry; much of bis passion is forced and his invective unreal ; 
his scenes are cumbrously put together, his character-drawing 
lacks life and delicacy. Fetronius is indeed obscene beyond all 
possibility of excuse ; but it may be questioned whether Juvenal, 
who has none of the sweetness and versatility and reserve of 
Fetronius, and whose coarseness is the dull rhetorical coarseness 
of a serious miud, can after all claim much superiority on this 
score '. All Juvenal's pictures are drawn with the same mono- 
tonous power and in the same lurid colours. In the bands of 
the professed ihetorician the saiwa has lost almost all its 
tindtinesfi, and speaks the language of moral indignation in 
the tone of an angry literary clique. As far a^ his form is 
concerned, it may be observed that a shadow of the proper form 
of the saiura is left in the third and ninth satires, which are 
cast in the form of a dialogue ; but most of Juvenal's pieces are 
addressed to one person, and might more properly be called 
epistles. 

We have seen how, amid the surroundings of the empire, 
which contributed so powerfully to blight the freshness and 
sincerity of literature, the saiura came in Juvenal's hands almost 
to lose its original character. 'We may now attempt to answer 
the question whether there is, after all, any characteristic com- 
mon to all its forms which it preserves from the beginning to 
the end of our acquaintance with it. It may then be observed, 
first, that the satura always contains a strongly-marked personal 
element. The writer in his own person addrrases the general 



' A certain qitota of obacenit; wtu probably considered a proper md eonTentionBl 
attribute of the nUvra. It may have been taken over by the literary men, with 
other propertiee, from iLe primitive tofura, which resembled the FeBcennine veraee, 
aa Livy says, and that probably not in its form only. Certainly there is a strong 
element of coaiBenees in Lucilius, Varro, Horace, Juvenal, and Petroniiu ; nor is 
F^^ns altu)[ether apotless. I should be disposed to refer this fact oat to the moral 
obliquity of these writet^ but to the conveiitional traditionB of their art. 
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public or aa )iiiag;itiarjr companion. Even the dull salitra attri- 
bnted to Sulpicia is supposed to be a dialogue between herself 
and the Muse. Or, again, the satirist describes a scene in which 
he himself takes a part. It follows that dialc^e, either obvious 
or suggested, is an integral part of the tme satura ; the satirist 
talking to his readers or to himself or to one of the characters in 
the scene which he is describing. Secondly, the miura as we 
know it is a description of isolated sceueB, but never contains 
a regular plot. This is a characteristic which ia oot whoUj lost 
even in the writing of Juvenal,' 

Now these attributes, so clearly discernible in the literary 
mtura as we poffieas it, tally entirely with those which we may 
infer from Livy to have belonged to the early satwra. As we 
remarked at starting, Xiivy clearly distinguishes the tatura from 
a play with a regular plot, and he gives to understand by 
implication that it was a dialogue. Quintilian, and after him 
Diomedes', distinguish two kinds of aatura, the older sort 
represented by Ennius and Varro, the later by Luciliua and his 
followers. As far as the original and proper form of the satura ' 
is concerned, this division, if the foregoing remarks are just, 
would appear to be arbitrary. Another point deserves attention, 
Clnintilian claims the mtura as an entirely Roman or Italian 
production, and describes it as originally a medley of various 
metres, or even of prose and verse. Livy speaks of it aa a form 
of art existing as far back as the time when the Etruscan 
Ivdionea were introduced. Suppose that the satwra was originally 
a native Italian form of drama, consisting of a simple scene or 
narrative from common life represented by two actors or perhaps 
by one, reciting a mimic dialogue; suppose this humble repre- 
sentation gradually banished from the stage by more finished 
importations from abroad, and then transferred to paper by 
literary men (like plays which are not intended for acting) and 
perhaps recited by them, with a certain amount of action or 
dramatization, to small circles of friends; and it will not be 
difficult to account for all the forms which the satura assumed 

' 3t P- 4^5) K^ ' ' Satira didtur cannen apud Bomanos nunc quidem male- 
dicum et ad carpenda hominum vitla archae&e comoediae charactere coapOBituni, 
quale icripjeruiit Laciliue et Horatius et FersiuB. Et olim carmen quod ex varus 
poeiuatibua conetabat satira vocabatur, quale scripaerunt Pacuvius e( Epniua.' 
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in tbe hands of its varioue masters at different periods of Bomaa 
history,^ Its disappearance from the stage on the introdactioo 
of the Greek play is very analogous to the disappearance of the 
Satumian metre on the introduction of the hexameter ; and as 
the introduction of the hexameter put an end to all hope of the 
development of a native Italian poetry, so that of the Greek 
play may have destroyed the beginnings of a native Italian 
drama. 'As soon as the-«a^ura became literary, it could not but 
become, to a certain extent, artificial ; and though it never 
wholly lost its scenic character, it naturally became more per- 
sonal in the sense of including a justification of the writer's 
point of view ', and thus came indirectly to be used as a channel 
for various kinds of political, literary, and even critical and 
grammatical causeriesK But there is really nothing to shew 
that the satura was in any sense derived froqi a Greek source ; 
when Horace says that Lucilius is dependent on the old comedy, 
this, as we have seen, implies no more than that Lucilius 
imported into satire the manner and spirit of moral and political 
invective. 

If my hypothesis as to the original form of the satura he 
correct, its character and development must have corresponded 
very nearly with that of the Greek (xtftoy. In his Prolegomena 
to Persius, Otto Jahn has examined the relations of the fit/ios 
and tbe satura at considerable length, and has laid some stress 
on the tradition preserved by Joannes Lydus, that Persius 
studied and imitated the filfioi of Sophron. But the statement 
of Joannes Lydus must stand or fall with another which he 
makes in the same sentence, and which is now generally given 
up, that the model of Lucilius was Rhiatbon. It is very 
probable, of course, that the Roman satirists studied Sophron ; 
but this does not prove that the satura was not, in its origin, 
a native Italian production j unless we prefer to conjecture that 
both the liifuss and the satura represented a rude form of dramatic 



> Ai in the case, eepedally, of Lucilius luid Horace. 

' See the fragments of Lucilius' nidth book. Dziatzko, in the Sheinitchtt 
JioHom, vol. 31, port i, suggests an aoalogj between tlie gramnuittotl precepts of 
LuciliuB and tlioge of the ypamioTiieii TpeyfKa of Callias (Atheoaeus 10, p. 453), 
It ma; be that tbe -ipamumiei) Tpay^Ua suggested to Luralius the grammatical 
>f bis ninth book. 
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art existing before the separation of the Greek and Italian 
nations. 

But that the satwa, after it had become an artificial literary 
production, was largely tinged by Greek influences, is not to be 
denied for a moment,' Amon^ these influences that of the old 
Attic comedy has been much dwelt upon by critics from Horace 
downwards. It is probably an accident that in our remaining 
fragments of Luciliue no allusion is made to Eupoiis, Cratinus, or 
Aristophanes. And although Lucilius Graecized the form of his 
taturae by writing them in Greek metres, there is little in his 
remains the spirit of which is not quite genuinely Italian. 
Perhaps the influence of the old comedy, though real, was 
general and intangible, acting in the way of inspiration and 
suggestion^. For, as we have seen, there wiw much in the 
political circumstances of the time at which Lnoilius lived to 
tempt the writer of satura out of the old ways into the line 
of personal attack. However the matter may really have stood, 
it yet seems certain that no Roman satirist who intended to 
follow in the line of Lucilius would neglect the study of the 
old comedy. When Horace says, or makes his friend aay*, 
' Quorsum pertinuit stipare Platona Menandro, 
Eupolin, Archilochum, comites educere tantos,' 
he gives concisely a very clear notion of the sum of Greek 
influences which were recognized as bearing on the corapoeitioo 
of the saiura. 

The mention of Plato by Horace (whether he means the 
philosopher ot the comedian is uncertain) reminds us of the 
relation between the tatwra and the Greek popular philosophy. 
As Greek philosophy never wholly dispensed with the form of 
dialogue, philosophy and the drama were early brought into a 
curious literary alliance, which is well illustrated by the tradition 
that Plato used carefully to study the mimes of Sophron °. It 
is dear ^at the satura of Varro contained a great deal of 

' Pars.l.113: 'Audnci quicnnque adflftte CrHtdna 

Irttum Eupoliden praegrand! cuin sens psUes.' 
' S. a. 3. II. 

' Zeller, FhilOBOphie der Griethen, 2ter TheQ, Erste Abtbeilung, p. 344 (3rd 

fdition). 
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popular dialectic ^ ; there is much too of this in Horace, and 
the aatire of Fereius, in the main a popular expoeition of 
StoiciHU, often takes the form of short question and answer, 
which reminds the reader of Arrian's Epictetus ; and the method 
probably pursued mm, voce in the Stoical and Academical schools. 
'One of Fersius' satir^^ ifadeed, is a direct imitation, in Eoman 
guise, of a Flatonic dialogue.' 

The Dame of Menander suggests the associations of the New 
Comedy ; a world of litenture of which echoes alone remain to 
us. It may be said generally that the kind of lesBons inculcated 
by the Roman satiriats when they preach trnthfitlness and 
simplicity and moderation of life, reflects to a great extent the 
tone of the better comic drama. We have here a popular 
impression of the gathered experience won by great thinkers 
and men of action. ^The satirist may be supposed to have 
spoken to his Roman hearers in somewhat the same tones as 
Euripides and Menander to the Greeks, interpreting higher 
thoughts to them in a language which they could understand, 
through examples which they could imitate, and in a form of 
writing natire to their own soil.' The Roman theatre remained 
too exclusively Greek in its forms and traditions to prevent the 
mtwa from continuing to form a delight and diversion of 
literary circles. 5'be influence of the New Comedy is felt most 
strongly interpenetrating the satire of Horace and Fersius, in 
which subject, character, situation, and reflection continually 
su^^st the moralizings of the stage.' It is not necessary to 
go into the details of a phenomenon which is amply illustrated 
in the commentaries ; but it may be noticed in particular that 
the attack on military life which is a prominent feature in the 
writing of Fersius and Juvenal may possibly have originated 
in an echo from the stage, of which the miles gloriotug or ikaC'^v 
had long been a familiar property. 

' See Cicero quoted abova, and the titlw of the satura«. 
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